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PREFACE 
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In the following pages I have en- 
deavoured to explain the elementary rules 
relating to the knowledge of Harmony, 
Thorough-bass, and Modulation, in a clear 
and distinct manner ; avoiding on the one 
hand too much conciseness, and on the other 
too great verbosity. The examples and exer- 
bises have been selected, almost entirely, from 
the works of the great Composers and most 
eminent Theoretical Writers, and chiefly from 
those of Albreghtsbebgeb, the master of 
Beethoven, and of many other celebrated 
Composers. These will serve as models for 
the Student to analyse and imitate. 

With the assistance of the Key to the 
Exercises, which is published separately, the 



IV 

Theoretical Teacher will find his labours much 
lightened: and a thorough and very useful 
knowledge of Harmony may be obtained by 
the earnest and persevering self-taught Student. 

JOHN HILE& 

Brighton, 1872. 
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CATECHISM OF HARMONY, 
THOROUGH-BASS, AND MODULATION. 



CHAPTER I. 

HARMONY, FIGURED BASS, THOROUGH-BASS. 

Q. What is Harmony ? 
A. A combination of two or more sounds 
heard at the same time, and forming a chord. 

Q. What is Figured Bass ? 

A. A bass part with figures and other signs 
marked over or under the notes, to denote the 
various chords. 

Q. What is Thorough-Bass ? 

A. The terms thorough-bass and harmony, 
imply — a knowledge of the sounds indicated 
by the figures, and of the rules which relate to 
the formation and progression of chords. 

B 



CHAPTER II. 



INTERVALS. 



Q. What is an Interval ? 

A. The distance between one sound and 
another ; the difference in pitch between any 
two sounds. 

Q. What is the smallest interval on the 
pianoforte ? 

A. A semitone, or half-tone ; each key of the 
pianoforte is a semitone from that which is 
next to it, whether the key be a white or a 
black one. 

Q. How many kinds of semitone are there ? 
A. Two : the chromatic semitone, and the 
diatonic semitone. 

Q. Explain the difference between them. 

A. A semitone is called chromatic when it 
retains its name or letter, and is written on the 
same degree of the staff; as 
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A semitone is called diatonic when it changes 
its name or letter, and is written upon a differ- 
ent degree of the staff; as 
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Q. What is a Tone ? 

-4. A tone is composed of two semitones, 
and is always expressed by two following 
letters. 
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The student will point out tones and semitones, both 
diatonic and chromatic, in music, and also upon the piano- 
forte. 

Q. How are intervals named or reckoned ? 

A. According to the number of letters in 
alphabetical order, or the degrees of the staff 
which they include. For instance, C D is a 
second, there being two letters ; C D E is a 
third, there being three letters ; C D E F is a 
fourth, &c. 

Q. Are intervals to be reckoned upwards or 
downwards ? 

B 2 



A. Always upwards, unless the contrary be 
expressed. 

Q. How are intervals divided ? 
A. Into simple and compound. 

Q. What are simple intervals ? 

A. Those which are comprised within the 
limits of an octave: these are, the second, 
third, fourth, fifth, sixth, seventh, and the 
octave. 



Unison. 
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2nd. 



3rd. 



4th. 
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5th. 



6th. 



7th. 



8th. 
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The unison is the same sound produced by two voices or 
instruments, and is not, properly speaking, an interval, 
though in harmony it is generally considered as such ; an 
interval being, as before stated, the distance or difference 
between two sounds. 

Q. What are compound intervals ? 
A. Those which exceed the limits of an 
octave. 
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9th. 10th. 11th. 12th. 13th. 14th. 15th. 
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Intervals are seldom reckoned beyond the 9th, which is 
called either a 9th or a 2nd, according to circumstances; 
the 10th being commonly called a 3rd, the 11th a 4th, and 
so of all the otter compound intervals, they being merely 
repetitions of the simple intervals. 

Intervals are also distinguished by the epithets, major 
(greater), or minor (less) ; perfect or imperfect, augmented or 
diminished. The meaning of these terms will be explained 
as we proceed. 

Point out 2nds, 3rds, 4ths, &c. to other notes. 



CHAPTER III. 

TABLE OF DIATONIC AND CHROMATIC 

INTERVALS. 

Q. How many species of the unison are 
there ? 

A. Two : the perfect unison, ^ if 

which is the same sound */ ^- ^»- 

and the augmented* unison, 
composed of one chromatic - f ^ 

semitone u~Z*-&- 

Q. How many species of the second are 
there ? 

A. Three : the minor 2nd, com- 
posed of one semitone f 



ipp 



the major 2nd, composed of fi i c 

two semitones t «T ^- o"^ 

* Augmented intervals are by some theoretical writers, 
called superfluous or extreme. 

f It will be perceived that the minor 2nd is the same 
interval as the diatonic semitone. 

\ The major 2nd is the same interval as a tone. 



and the augmented 2nd, com- ~7 ~ h - 
posed of three semitones §^~i» 

Q. How many species of the third arc 
there ? 

-4. Four : the diminished 3rd, ^ — y : 



composed of two semitones . 

the minor 3rd, composed of $ i 

three semitones u ^ ^ 



the major 3rd, composed of =£= 



four semitones 

and the augmented 3rd, com- .9 h - 

posed of five semitones tF ■& ** 

Q. How many species of the fourth are 
there ? 

-4. Three: the diminished 4th, ^ | [- 

composed of four semitones ... S^ " cdt: 
the perfect 4th, composed of qfe 



five semitones, 



and the augmented 4th, com- ^ ic 

posed of six semitones * u <*■ * rw 

Q. How many species of the fifth are 
there? 

* The augmented 4th is sometimes called a (ritonc, he- 
cause it contains three tones, 







s 

A. Three: the diminished 5th, 
called also the false or imper- 
fect 5th, composed of six 2 n : 

semitones U -& 

the perfect 5 th, composed of ^ y = 

seven semitones Iff-^r^ 1 * 2 

and the augmented 5th, com- 
posed of eight semitones 

Q. How many species of the sixth are 
there? 

A. Four : the diminished 6th, ^ j— - H - 
composed of seven semitones... «/ 1»- 
the wnwor 6th, composed of ~$ - b - 

eight semitones u *&- 

the major 6th, composed of ~ jf --jp 

nine semitones u -& 

and the augmented 6th, com- . ^ ^ [- 
posed of ten semitones \j ■& 

Q. How many species of the seventh are 
there ? 



^. Three: the diminished 7th, ^ ^| 
composed of nine semitones ... crfe 



composed of nine semitones 

the minor 7th, composed of ^ ^ || 

ten semitones tJ -*•»- 



and the wo/or 7th, composed of J> — |p 
eleven semitones 5r .^ 



Q. How many species of the octave are 
there ? 

A. Three: the diminished 8ve, ^ "^HF 
composed of eleven semitones.. \j -&- — 
the perfect 8ve, composed of a|EEEzmE 

twelve semitones *r'H- 

and the augmented 8ve, com- 
posed of thirteen semitones 




• • • 



Q. How many species of the ninth are 
there? 

-4. Three: the minor 9th, com- -$ \*s> 11- 
posed of thirteen semitones ... */-g>- : 
the major 9th, composed of ' $ a?f 

foui'teen semitones u ■<&• B : 

and the augmented 9th, com- Jf tgf 
posed of fifteen semitones W^s>- ^^ 

Write, or point out, the various 2nds, 3rds, 4ths, and 
other intervals, counting from other notes. 

Q. Are the terms diatonic and chromatin 
applied to these intervals ? 

A. Yes ; the diatonic intervals are found in 
the notes of each diatonic scale, without the 
aid of any accidentals ; the chromatic intervals 
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are formed from these by the aid of accidentals : 
for example : — 

Diatonic Intervals in the Scale of C. 

2nds — Major and Minor. 
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3rds — Major and Minor. 
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4ths — Perfect and Augmented. 
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6ths — Perfect and Diminished. 






±^=J 
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6ths — Major and Minor. 



^pT^r^F 1 ^ 
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7ths— Major and Minor. 



J. J.-J 






9ths— Major and Minor. 



^E 
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When any of these notes are altered by an accidental, the 
interval becomes chromatic. 

Point out the various 2nds, 3rds, 4ths, &c, in the above 
example ; explaining which are major, and which minor, &c. 

It is always understood, in speaking of intervals, that the 
4th, 5th, and 8ve, are perfect when not otherwise expressed ; 
it is, therefore, not necessary to say ' perfect 4th,' &c. 
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CHAPTER IV. 



THE INVERSION OF INTERVALS. 



Q. What is meant by the inversion of an 
interval ? 

A. An interval is said to be inverted when 
the lowest note is placed an octave higher, or 
the highest note an octave lower. By this 
inversion 

a unison changes to an 8ve : — 



i 



Unison. 



8re. 
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a 2nd changes to a 7 th : — 

2nd. 7th. 
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a 3rd changes to a 6th : — 

3rd. 6th. 



i 
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a 4th changes to a 5th : — 

4th. 6th. 
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a 5th changes to a 4th : — 



6th. 



4th. 



BE 
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a 6th changes to a 3rd : — 



i 



6th. 



3rd. 
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a 7th changes to a 2nd : — 

7th. 2nd. 
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Q. Is there any alteration in the species of 
the interval when inverted ? 

A. Major intervals, when inverted, become 
minor : — 

Major 3rd. Minor 6th. Major 2nd. Minor 7th. 
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Minor intervals, when inverted, become 
major : — 

Minor 3rd. Major 6th. Minor 2nd. Major 7th. 
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Augmented intervals, when inverted, become 
diminished : — 

Augmented Diminished Augmented Diminished 
2nd. 7th. 4th. 5th. 



I 
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Diminished intervals, when inverted, become 
augmented : — 

Diminished Augmented Diminished Augmented 
3rd. 6th. 4th. 5th. 
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Diminished Augmented Diminished Augmented 
5th. 4th. 7th. 2nd. 

by pgfesg— in 
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Perfect intervals, when inverted, remain 
perfect : — 

Perfect 6th. Perfect 4th. Perfect 4th. Perfect At h. 



i 
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tJ 

Name the inversion of a 2nd, a 3rd, &c. 
Name the inversion of a major 2nd, a minor 7th, a dimin- 
ished 5th, &c. 

An easy method of knowing what any interval will become 
when inverted, is by referring to the number 9 ; as eacli in- 
terval, when added to its inversion, will make np that 
number. 
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CHAPTER V. 

THE DEGREES OP THE SCALE, AND TIIE 
TECHNICAL NAMES APPLIED TO THEM.* 

Q. Repeat the names given to each note or 
degree of the scale. 

A. 
The first degree is called the Tonic, or key-note. 

, second Super-tonic. 

, third Mediant. 

, fourth Sub-dominant. 

, fifth Dominant. 

. ,i J Super-dominant, 
lor Sub-mediant. 

f Sensible-note, 
Leading-note, 
or Sub-tonic. 



99 



* The construction of major and minor scales, and the 
order of succession of major and minor keys, having been 
already explained in A Catechism for the Pianoforte Student, 
by the Author of the present work, it is not necessary to 
repeat the description here. 
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Tonic Super-tonic. Mediant Sub-dominant. 



i 



Dominant. 



"22" 



Super-dominant, 
Hub-mediant. 



— ^ 

Sub- tonic, 
Leadlng-noto, 
Senaible-notc. 



Z2L 



Tonic. 
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^ Q. Why is the first degree called the tonic, 
or key-note? 

A. Because it is the fundamental note or 
ground-tone of the scale, and that from which 
all the other sounds are regulated. 

Q. What is the meaning of super-tonic ? 
A. It means the note above the tonic. 

Q. Why is the third degree called the me- 
diant? 

A. Because it is mid-way between the tonic 
and the dominant. 

Q. Explain the meaning of dominant and 
sub-dominant. 

A. The fifth note of the scale is called the 
dominant because it is an important note in 
every scale, and it has a greater influence than 
any other note except the tonic; and the 

c 
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fourth note of the scale (the note below the 
dominant) is called the sub-dominant or under- 
dominant, because it is a 5th below the tonic. 

Q. What is the sub-mediant? 

A. The sub-mediant, or under- mediant, is 
mid-way between the tonic and the sub- 
dominant. 

Q. Why is the seventh degree called the 
leading-note, sensible-note, or sub-tonic? 

A. Because, being only a semitone below 
the 8th, it seems to lead to, and absolutely 
require the tonic to follow it. In a minor 
scale, the 7 th only takes the name of leading- 
note when it has been made accidentally 
major. Sub-tmic means the note below the 
tonic. 
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CHAPTER VI. 

NATURAL HARMONY, AND CIIORDS. 

Q. What is Natural Harmony ? 

A. Those sounds which are emitted by any 
deep-toned, sonorous body. When a large 
bell or deep-toned string is struck, certain 
sounds, more or less faint, are heard, which 
are called Harmonics; the white notes, as 
shown in the following example, are heard 
more distinctly than the black ones : — 

8th. 12th. 15th. 17th. 19th. 21st. 22nd. 

CA 



1 
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Root, or Generator. 

These sounds form the two chords upon which 
the whole system of harmony is based, namely, 

the common chord TO FgE and the chord of the 

Q. What is a chord f 

A. Two or more notes sounded at the same 

c 2 



seventh 



20 



time. When all the notes form consonant in- 
tervals to each other, it is called a concord \ 
but when one or more of them form dissonant 
intervals, it is called a discord. 

Q. What are the consonant intervals ? 

A. The consonant intervals, or consonances, 
are, the unison, the major and minor 3rd, per- 
fect 4th and 5th, major and minor 6th, and 
perfect 8ve. 

Q. What are the dissonant intervals ? 

A. The dissonant intervals, or dissonances, 
are, the 2nds, 7ths, and 9ths, and all diminished 
and augmented intervals. 

Concords. 
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Discords. 
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CHAPTER VII. 

THE COMMON CHORD, OR TRIAD. 

Q. What is a common chord or triad ? 

A. A fundamental* chord composed of 
three f different sounds : any note accom- 
panied with its 3rd and 5th : thus, the triad 
of C is C, E, G. 

Name the triad of A, B, D, E, F, G. 

Q. Is the octave to the bass note generally- 
added ? 

A. Yes, when the harmony is required to he 
in four parts the octave to the bass note is 
usually added, the bass note being called the 
root of the chord. 

Q. In how many positions can the triad be 
taken ? 

A. Three : either of the notes may, in 
general, be placed in the upper part, and the 

* A fundamental chord means, a chord from which others 
are derived ; the common chord is the basis of all harmony, 
t For this reason it is called a triad. 
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triad can therefore be placed in three different 
positions, close or extended. 

Triad of C in three positions. 

Close positions. Extended positions. 
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In accompanying figured basses the close positions are 
mostly used ; but either the close or extended are employed, 
as may best suit the effect, or the compass of the voices or 
instruments required. Sometimes it is necessary to omit the 
5th or the 8th, and double one of the other intervals ; but 
the 3rd should never be omitted. 

Triad of C as occasionally used. 




Play triads in three positions, both close and extended, to 
C, D, E, F, G, A. No sharps or flats need be used. 
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Q. How is the triad indicated in Figured 
Bass? 

A. Those bass notes over or under which 
nothing is marked, are, in general, to be 
accompanied with the triad. This chord is, 

however, often denoted by one or more of its 

8 * 
figures 5, or °, or 5, or 3, or 8. 
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CHAPTER VIII. 



THE VARIOUS KINDS OF TRIADS. 

Q. How many kinds of triad occur in the 
diatonic scale ? 

A. The diatonic scale of any key naturally 
produces three kinds of triad, namely : — 

the major triad, containing a major 3rd and 

perfect 5th. 
the minor triad, containing a minor 3rd and 

perfect 5 th. 
the diminished triad, containing a minor 3rd 

and a diminished 5 th. 

The triads in the key of C major. 

Major. Minor. Minor. Major. 




Tonlo, or 2nd note, or 8rd note, or 4th note, or 
Key-note. Super-tonic. Mediant. Sub-dominant. 
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Major. 



Minor. Diminished. 




5th note, or 6th note, or 7th note, or 
Dominant. Sub-mediant. Leading-note. 

Thus, in a major key the tonic, sub-domi- 
nant, and dominant, bear major triads; the 
2nd, 3rd, and 6th, bear minor triads ; and the 
leading-note a diminished triad. The major 
and minor triads are concords ; the diminished 
triad is a discord.* 

Play a triad in three positions to every note in the key of 
A, B, C, &c. major, pointing out whether the triad is major, 
minor, or diminished. 

Q. Which are the triads in most frequent 
use? 

A. Those upon the tonic, sub-dominant, and 
dominant; these are the principal chords in 
every scale, and bear a close affinity to each. 

* The diminished triad on the leading-note of the major 
key is not often used, therefore the explanation of the 
restrictions peculiar to it may, for the present, be deferred. 
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other, eacli comprising a note belonging to one 
of the other two, as may be thus seen : — 



. 




~^T 



^S 
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Sub-dominant. Tonic. Dominant 

They include all the notes of the scale to which 
they belong. 

The following triads of the tonic, sub-dominant* and domi- 
nant, in the key of C Major, are written in scorb, giving a 
clear view of the progression of each part ; each part having 
a stave and clef to itself. The highest and lowest parts are 
called the extreme parts ; the others are the middle or inner 
parts : — 

Close positions. 

1st, or J/ ^u^ ^ ^ - llg acgfrggBfo 
Upper Part. 



2nd Part. 



3rd Part. 




p 



-&h 



"G23. 



■&H-&5- 



z2h:s25J^3-278: : : 



Bass 
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t^ 



I 



:Z23I 



-^8- 



-^5- 



I 
I 



ty 



i 



1223^ZZ25 



^3 



3?8I 



ty 




2ST 



LS2I 



Extended positions. 



Soprano. 



Contralto. 



m 



22ES?fiT«oiS?fl 



^3 



izsa :^ 8 g^s-g^a ■ jl 




Tenob. 



■^3-^^53- 



>5- c -^ a -^«-^5- 






Bass. kg-„^± 



C3~:::3z 
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*25 
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H 



-<^ 
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Learn to play the above examples by heart ; afterwards, 
transpose the bass into the major key of — , prefixing its 
proper signature, and accompanying it with triads in four 
parts, in score, both in the close and extended positions. 

Q. Are there any particular rules to be ob- 
served in writing these progressions of triads? 
A. 1. The leading-note should, if possible, 
be followed by the key-note, in the same part 

2. Each chord should, in general, be taken 
in that position which will connect it most 
closely with the preceding chord ; that is, any 
sound in one chord which is heard in the next, 
should be retained in the same part 

3. It is not allowed to make any two parts 
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ascend or descend together, either by consecu- 
tive perfect 5ths (as at a, b, c), consecutive 
SveSy or consecutive unisons (as at d, e):— 

be d e 



a 




#=: 



"o«: 




two parts may, however, repeat the same 5th, 
8ve, or unison. 

1 






sta 



^3 



Q. What is the best mode of avoiding con- 
secutives ? 

A. Generally to make the parts proceed by 
contrary motion, though sometimes they may 
be corrected by oblique, or even similar 
motion. 



bad 



good 



bad 



& 

W^ 



JLJ 



good 



4- 
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■si. *d_. 



£2: 



tzzz=S=L 
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good 



bad 



good 
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^EEgEE 
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It must be observed that these consecutive 5ths, 8ves, and 
unisons, are only faulty when they occur in the same part. 

A perfect fifth may follow, or be followed, 
by an imperfect one : — 

J. S. Bach. 
Dr. Crotch. Mozart. J 

a - - -** 




I I 

Some authors allow consecutive 5ths and 8ves, on press-- 
ing occasions, in music of more than four parts, when 
they proceed by contrary motion, and do not occur between 
the bass and the highest part ; but ' the student is recom- 
mended to keep to the rule as strictly as possible/ — Dr. Crotch, 

Q. What is contrary motion ? 
A. Where the notes ascend in one part, while 
they descend in another: — 



I 



4- 



i 



*j 



r r r 



=* 

f 



Q. What is similar or direct motion ? 
A. When both parts move the same way, 
either upward or downward : — 



m 



t 



V) 
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1^ 



JE 



f 



3 
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Q. What is oblique motion ? 

A. Where one part remains stationary or 
reiterates the same note, while another part 
ascends or descends : — 






¥ 



22: 



r 



f=f=r 



Albbkchtsberger. 
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Fill up the chords in the abovo, and afterwards put similar 
chords to the following, commencing each exercise with the 
8ve of the first chord in the upper part, and proceeding 
throughout by contrary motion : — 
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P^ 
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CHAPTER IX. 



TRIADS IN MINOR KEYS. 



Q. The triads on the key-note, sub-domi- 
nant, and dominant, being all major in a major 
key, are they all minor in a minor key ? 

A. In a minor key the triads on the key- 
note, sub-dominant, and dominant, are natu- 
rally minor, but the triad on the dominant 
must always be made major, by an accidental, 
to form the leading note of the key, when it 
is followed by the chord of the tonic. 




.£2. 



f? n. 



l^i 



Z2 



32ZS2 



-£2 
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When a J, tJ, or [J, is marked over or under a bass note, it 
means that the third to the bass is to be sharp, flat, or 
natural. 

Learn to play the above by heart, and afterwards write in 
score and play similar examples in other minor keys. 

All skips of augmented intervals are unmelodious, and 
must be avoided ; and also the diminished 3rd, the major 7th, 
and the diminished 8ve. 

Harsh Intervals of Melody. 



i 



;jUTjia 



:*-* 



1* 



S 



I 



m 



** 



i 



Sp: 
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Q. What is the peculiarity with regard to 
the diminished triad ? 

A. The diminished 5th is a dissonance,* 
and is generally followed, in the same part, by 
the note below. This is called resolving the 
dissonance. The bass usually ascends a 4th, 
or (which is the same thing), descends a 5 th. 



* See page 20. 
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P=5z 



S2 



Ieees 




^ 



E 



± 



At a, F, the diminished 5th, descends to E, the bass 
ascending a semitone : at b the resolution is deferred till the 
next chord but one, as shown by the dots, the bass descend- 
ing a 5th. 

Albbechtsbebgbb. 

*■ 







E 



^ 



£1 



He 



ft 3 



^ 



± 



3= 



^g 



z£ 



1 

Fill up the chords in the above, and afterwards put similar 
chords to the following ; commencing each exercise with the 
3rd of the first chord in the upper part, and proceeding 
throughout by contrary motion. 



W f | , J J 



I 



T, 



t 



S3 



-&■ 



x 



-& 



* The chord of the diminished triad is sometimes marked 
S» or T 5 ^is is called Telemann's curve, having been intro- 
duced by that composer. 
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CHAPTER X, 

THE TRIADS USED IN ACCOMPANYING 

THE SCALE. 

Q. If the scale be taken for a melody, what 
chords should be used in the accompaniment ? 

A. The triads of the key-note, sub-dominant, 
and dominant; they comprise (as before stated), 
every note of the scale, and one of them is to 
be considered as the root of each note. 



Scale of C harmonised. 







& 



JO^. Mss ^ra -g^. 



^ &■ 



re r? z cj s?. 



Tonic. Dominant. Tonic. Sub- Tonic. Sub- Dominant. Tonic. 

dominant. dominant. 
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The Tonic is used as a root for the 1st, 3rd, 5th, and 8th. 
Dominant 2nd, and 7th. 



»» 



it 



Sub-dominant 4th, and 6th. 



Q. Are there not consecutive 5ths and 8ves 
in the above scale ? 

A. Yes ; they occur between the triads to 
the 6th and 7th of the scale, and may be 
avoided by making the notes which accompany 
the leading-note move as at a. 

a 




Make the signature of the key of — , write the scale for a 
melody, put the root or fundamental bass to each note, and 
afterwards fill up the harmony by writing the chords, in score, 
avoiding the consecutives. 

Q. What is meant by a false relation ? 

A. When a note occurs in two successive 
chords, first as a fa, and then as a # or !?, or the 
reverse, it should remain in the same part: 
the bad effect arising from the neglect of 
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this rule is called a false relation : for 
example: — 



bad 



bad bad 



good * 




Q. Does an accidental under another figure, 
thus i\\, always relate to the 3rd ? 

A. Yes, invariably; 5 means, a 5th and a 
sharp 3rd ; ^ means, an 8 th and a flat 3rd. 

Q. What is meant by an accidental before a 
figure ? 

A. The interval so marked is to be sharp, 
flat, or natural : thus b 5 means, 9k flat 5 th ; Jf5 
means, a sAflrp 5 th. 

Q. What is meant by a dash or line after a 

figure, thus gl? 

A. It means that the harmony indicated by 
the figures is still to continue, as at b : the line 
is also sometimes used as at c when the bass 



* There are exceptions to this rule, which the ear, and 
experience, can alone determine : the student must, at pre- 
sent, avoid them altogether. 



42 



note is changed, to denote that the same chord 
is to be played as before. 

b 



c 



-&- 



d& g- 



6 

3 — 



m. 



~S2L 



'Z2L 



Add the chords to the following exercise, in score, first in 
close, and afterwards in extended positions. 



=& 



M'\T 



P^ 



p 



Ejg 



^e 



t=x 



fj 



A 



H - 



\ 
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fefcUd 



^^ 
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9- 



i±f 




tf^grgg g 



■♦=-(=2 



t=t 



q^E; 



t=± 



^ 



ESSpflff 



«- 



-*^ 



r l l''lirr l 
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fez 
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s 
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(^ 
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CHAPTER XL 

INVERSIONS OF THE TRIAD. 

Q. What is meant by inversion ? 

A. Placing one of the other notes of the 
chord in the bass, instead of the root. 

Q. How many inversions are derived from 
the triad ? 

A. Two ; the chord of the 6th, and the 
chord of the 6 th and 4th; figures being placed 
over or under the bass notes to show which 
inversion is used. 

Q. What is the chord of the 6th ? 

A. It is produced by taking the 3rd in the 
bass ; as at b. 

Q. What is the chord of the 6th and 4th ? 

A. It is produced by taking the 5th in the 
bass ; as at c. 
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b (1st inversion), c (2nd inversion). 




6- 



6 



6 
4 



6 
4 



6 
4 



tn r^> try 
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At a is the major triad of C : at 5 and c the bass has been 

ft 

changed, producing the chords of the 6th, and the 4 : these 
are termed inverted basses, the root or fundamental note of 
each being C. 

The full figuring of the chord of the 6th is jj, but the 
figure 6 only is used unless the other interval requires an 
accidental. 

Play the triad of A, B, C,D, E, F, G, and its two inversions, 
in three positions, observing that when the 3rd is taken in 
the bass the chord of the 6th is produced ; and when the 5th is 

taken in the bass the chord of the 4 is produced. No sharps or 
flats need be used. Name the intervals of each chord. 

Q. Is there any peculiarity to be observed 
in using the chord of the 6th ? 

A. Yes ; the note taken in the bass is fre- 
quently omitted in the upper parts, and one of 
the other notes is doubled instead. This is 
especially the case when the chord is an in- 
version of a major triad, and more particu- 
larly if it is the dominant triad, the 3rd of 
which is the leading-note of the key, and is 
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never doubled. But when it is an inversion of 
a minor triad the bass note may be either 
doubled in the upper parts or not. 

Sometimes used ; better thus 




Write and play the following example in score, marking 
the roots under the inverted basses on a separate staff: then 
score it in other positions. Afterwards transpose the figured 
bass into other major keys, and accompany it in score in dif- 
ferent positions, writing the roots as before. 

6 6.6666 6 

21 



tm^rinia 



X 



* 



3 



J 



m 



Bt 



B 



The chord of the 6th frequently occurs alternately with a 
common chord, in succession ; the best method of accompany- 
ing it is, to put the octave of the root for the melody when 
the 3rd is in the bass, and the 3rd in the melody when the 
root is in the bass. For example : — 
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Write out the above in score, adding the roots on a separate 
staff, and play it by heart: afterwards transpose it into 
other major keys, and accompany it in score, but not using 
any other positions. 

The chord of the 4 (the second inversion of the triad), is 

generally followed by the triad on the same bass note. 




b 
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6 5 
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Play the above exercise upon the two inversions of the 
triad, by heart ; and afterwards transpose it into other major 
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keys, and write and play each in three positions, marking the 
roots on a separate staff. It will be observed that in this 
exercise the note used in the inverted bass is retained in 
the upper parts. 







•g~:: 
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Transpose the above into other minor keys, and write and 
play each in three positions, marking the roots as before. 
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Q. What is meant when several figures occur 
over one bass note ? 

A. As many chords are to be played as there 
are series of figures; the root of each chord 
being different. 
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CHAPTER XII. 

THE CHORD OP THE DOMINANT SEVENTH. 

Q. What is a discord ? 

A. A discord (as previously explained *) is 
any sound which does not form a part of the 
major or minor triad, or its inversions ; thus, the 
2nd, the 7th, and the 9th, are each discords : 
the word is also used to express a chord in 
which a dissonant note is introduced, 

Q. Which is the principal fundamental dis- 
cord? 

A. The chord of the 7th on the dominant ; 
or, as it is generally called, the chord of the 
dominant 7th. 

Q. How is it formed ? 

A. It consists of the same sounds as the 
major triad on the dominant, with a minor 7th 
added, f As there are four different notes, the 
chord may be taken in four positions. 



* See page 20. 

f For this reason it is sometimes called the added 7th. 
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C Major. 




C Minor. 




Q. How is the chord of the dominant 7 th 
figured ? 

A. By a 7 alone, except when one of the 
other intervals requires an accidental. 

It will be perceived that it consists of exactly the same 
intervals in the minor key as in the major, the accidental re- 
quired for the major 3rd being marked in the figured bass. 

Play a chord of the 7th in four positions upon the 
dominant of the key of C, G, D, A, E, B, FJf ; and also the 
dominant of F, Bt^, Et>, A!?, DJ, G|?; using occasionally the 
extended positions. 

e 2 
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Q. Should the discord of the 7 th ascend or 
descend ? 

A. Its natural progression is to descend 
either a semitone or a tone to the next chord ; 
this is called the resolution of the 7th. 

C Major. 



I 
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C Minor. 




The major 3rd of the dominant, being the leading note, 
must ascend a semitone; the 5th and 8ve have no fixed 
progression, but generally the 5th descends, and the 8ve 
remains stationary, as seen in the example. 

Q. What chord most naturally follows the 
dominant 7 th? 
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A. The triad on the key-note, cither major 
or minor. 

Put the above example into score, in five parts, using some- 
times the extended positions,* and play it by heart : after- 
wards score and play it by heart in other major and minor 
keys. 

Q. In four-part harmony will it not be 
necessary to omit one of the intervals of the 
dominant 7th ? 

A. Yes; the interval most frequently omitted 
is the 5th or 8ve; the 3rd is seldom left out, 
and the 7th, of course, never. 

Dominant 7th in four parts, in C Major. 
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At a, 5, c, the 5th of the dominant is omitted ; and at d, c, 
/, the 8ve. 

The example will serve equally for C Minor if the E be 
made flat. 

Play the above by heart, and transpose it into other keys. 

* For instance, the D C in the first bar, and the B C in 
the second bar, might be written in the part next above the 
bass. 
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Write the chords to the following exercise, in score, in four 
parts, using both the close and extended positions. 




*4iJ J|.l J^T^p^j^ 



gfgg^ 



6 



m 



S^^=^J : 



?m 



tj 



m 



m 



a* 



Q. Does the dominant 7th always proceed 
to the tonic ? 

A. No, it sometimes ascends one degree, to 
the sixth of the scale ; this is called an inter* 
rupted resolution. 

C Major. 
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C Minor. 
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At g, h, k, l t the 8ve is omitted, as it would produce con- 
secutive octaves with the bass ; it may, however, be written 
as at i. The 5th must descend to avoid consecutive fifths. 

Write the following example in score, and play it by heart, 
and afterwards score and play it in other major and minor 
keys. 

C Major. 
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C Minor. 
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In the following exercise the dominant 7th ie introduced, 
with the various kinds of resolution * that have been already 
explained. 
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* It will be perceived that the term Resolution is sometimes 
applied to the progression of the dissonant note itself, and at 
other times to the progression oi the "whole chord. 
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Q. What is meant by a dash drawn through 
a figure? 

A, It means that the interval so marked is 
to be sharp: thus § means a sharp 5 th; § 
means a sharp 6 th. 

Write and play the above exercise, in score, marking the 
zoots on a separate staff. 
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CHAPTER XIII. 



THE INVERSIONS OP THE DOMINANT 

SEVENTH. 

Q. How many inversions does the dominant 
7th admit of? 

A. Three : these are 

6 
the chord of the 5, when the 3rd is taken in 

the bass, 3 
the chord of the 4, when the 5th is taken in 

the bass, 
and the chord of the £, when the 7th is taken 

in the bass. 2 



v. 



C Major. 



W: 



6 
5 



6 

4 
3 



6 

4 
2 



59 



pgg 




C Minor. 



« 



1 



i 



6 
5 



n 



6 
4 
8 



t) 



-&>- 



5 



<^- 



In figured basses the 5 is generally denoted by JJ, the 3rd 



6 
5 

being understood. 8 

The root of each of the above chords is Q- with the 7th. 

Write, and play, the dominant 7th and its three inversions 
in other major and minor keys. 

Q. Are the inversions of the dominant 7 th 
resolved in the same way as when the notes 
appear in the upper parts ? 

A. Yes, precisely ; the 3rd of the root must 
ascend (being the leading-note) ; the 7th must 
descend, and the 5th may either ascend or 
descend. 

Example in C Major. 



or 




For C Minor make each E flat. 
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It will be observed that the chord of the ? occurs on the 

6 

leading-note, the chord of the 4 on the second note of the 

6 3 

scale, and the 4 on the sub-dominant. 
2 
The inversions of the dominant 7th are generally followed 

by the tonic triad, or its first inversion the chord of the 6th, 

and the note used in the inverted bass is generally omitted 

from the upper parts, as in the above example. 

Write in score, and play by heart, the inversions of the 
dominant 7th (each in three positions), with their resolutions, 
in the key of C major and minor: afterwards write and play 
them by heart, in all their positions, in other major and minor 
key 8, marking the roots on a separate staff. 

Exercise on the dominant 7 th and its in- 
versions. 




J w » 2 ^ 




1 



m- 



JTS. 



&w 



m 



6 
6 * 

=4= 
-s* — I 



I 



22: 



CI 




Add the chords to the above, in score, and mark the roots 
on a separate staff. 

Q. Is the second inversion of the dominant 

6 

7th always figured 4 ? 

A. The figuring is often abbreviated *. 

Q. Should every sound belonging to the 

6 

chord of the 4 appear in the harmony ? 

A. The octave of the root is generally 
omitted, though when it has appeared in the 
preceding chord it is often retained (see a, b). 
This inversion, as previously explained, may 
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either ascend or descend : when it ascends to 
that note into which the 7th should resolve, 
the 7 th is also allowed to ascend (see c); and 
the octave of the root being omitted, the figur- 
ing is represented by a 6 only,* one of the 
other intervals being doubled, and resolved by 
contrary motion in order to avoid consecutives: 
at c the 5th of the root is doubled, and at d 
the 7 th of the root. 




The figure 6, therefore, upon the second of the scale, must 
be considered as representing the 4, and the root will be a 

3 

fifth below. The leading-note cannot be the root, on account 
of the fifth being imperfect. The same rule also applies if 
it be marked if or fa 6. 



* It will be remembered that this inversion occurs only 
upon the second of the scale, and is followed by the key-note 
triad, or its first inversion. 



63 




m 



or 



fr-fr-fc? *? 



ty 



&- 



& 



I 



:zz: 



S 1 



-^- 



g 



i 



6 



IZ2I 



1 



6 



-<S- 



"zz: 



Exercise upon the various forms of the *. 

3 
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Write the above in score, marking the roots under the in- 
verted bass: afterwards transpose the bass into all the 
other major keys, and write each in score, in three positions, 
marking the roots. 

6 

Q. Is the figuring of the third inversion 4 
sometimes abbreviated? 

A. It is often marked 2 > or only 2 ; and 
when the 4th is raised a semitone by an acci- 
dental % or h, a single #4, % or b4 is under- 

6 6 

stood to express the whole figures ^ or Jp. 

« Accompany the following exercises with chords in three 
positions, and mark the roots on a separate staff: afterwards 
transpose them into other major keys. 

H 6 

6 2 6 -p- -p- rn 



Wz=r 



-&. 



± 



E 



££ 



± 



Q. What is meant by passing through the 
1th? 
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A. When the chord of the dominant Is fol- 
lowed by that of the tonic, the 7th is often 
passed through, thus : — 



i 



• JP— T? 



8 



M 



:Z2: 



122: 



-&- 



■&- 



6 6 

__<2 



a 



-&- 



22: 



i 



Score the following exercise in three positions, and mark 
the roots. 



8 



*_^. 

S 






8 



6 
5 



pggg 



?= 



6 

5 

-42L 



-G*- 



* 



Q. Is the triad always implied when a 
bass note is figured with a single 5, fa 5, 
or b5 ? 

-4. If the 5th so implied be imperfect, the 
root must be found a third below, and the 
figure considered an abbreviation of the 6 
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Q. Is it necessary that the major 3rd of 
the dominant, (the leading-note,) should always 
ascend ? 

A. Its natural progression is to ascend ; but 
when 7ths occur in two successive chords, the 
3rd of the first chord is allowed to descend a 
semitone, and become the 7th in the other: 
thus 




Root 7 
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rtp^^i 






| 62l-L-|i p 



i 



I): 



f 



£ 



i 



Write in score, and play the following exercise, marking 
the roots on a separate staff. 





iH 



3 p r> ~-?2~ 



±=t 



X 



t 



P 



t 



«- 



*s>- 



CI 4 . 4 




r&*W>f* 



6 7 
4 6 



JL 1 ! 1 



Ot 



: -i — r- 



I 



_<2. 



f^F 



F 2 
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TZ- 



-<s>- 



u 



6 t>& 



6 



mm 



m 



1 



(S&1& — Q - 



± 



£ 
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CHAPTER XIV. 



SEQUENCES. 



Q. What is a Sequence ? 

A. A succession of two or more similar 
chords upon a uniform and regular progression 
of the bass. 

Sequence of 6ths. 




A sequence of Cths is best, and most effective, in three parts ; 
and the 6th most generally be placed in the upper part, to 
avoid consecutives. When four parts are required, the 
additional part is formed by doubling first a note of one part, 
and then a note of another. 
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In this last example the figures are written under the bass, 
but this does not alter their meaning. 

Flay these examples by heart, and then play similar 
examples in other keys. 

A sequence of alternate triads and 6ths may 
be used in ascending r , but not in descending. 



^ ^^^P 




5606 5656 56 



5 6 ]L 6 



P==^ 



£ 



t=± 



1 1 » 'i * *t^ 
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This is best in three parts, but may be written occasionally 
in four parts. 




§ 



m 4-r i f ' nf =i 



6666 6666 6666 66 

Flay these examples by heart, and put them in other 
positions. 

A sequence of alternate 7ths and 6ths is 
used in descending: it is most frequent in 
three parts. 







Write and play the above in another position. 
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It is sometimes written in four parts.* 

I I I I 

" _ rf>JJJ I I I I II] 




MkM 



76 7676 76 



m 



^ 



3 



In another position. 








e 



r i r r j i r p 

7 6 7 6 7 6~T 61 



5 6 7 6 7 6 



In another position. 




5676 7676 7676 76 



* This sequence of the 7, 6, in which the 7th is accom- 
panied by the 5th, is sometimes considered to be derived 
from the succession of 7tho explained in the next chapter. 
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In extended harmony. 




^ iiiUu- 



Bq F=F=r ^ 



f 



6 6 7 6 7676 7676 76 
Write the above examples in score. The student is 
recommended to write out similar examples in all the other 
major keys. 

Q. What is a tonic sequence ? 
A. When the bass rises a 5th and falls 
a 4th. 




Q. What is a dominant sequence ? 

A. When the bass falls a 5th and rises a 
4th (the same as the progression from domi- 
nant to tonic) ; for which reason it is called a 
dominant sequence. 
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To preserve the regularity of the progression, the leading- 
note is treated as a temporary root, and the diminished 5th 
at a is not resolved by descending (seo page 35) ; at b, how- 
ever, as shown by the dots, it is resolved in the next chord 
but one.* 

Q. Are there any other progressions of the 
bass usual in sequences, besides those already 
described ? 

A. Where the bass falls a 3rd and risen 
a 4th. 





221 



-<S>- 



221 



1Z2I 



-«S> — 



& 



* Some authors do not treat the diminished triad as a 
discord, and requiring to be resolved ; but the effect is gene- 
rally better when the diminished 5th descends, as already 
fhown at page 36. 
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And also where the bass falls a 4th and 
rises a 2nd. 



I 



^ 



m 



s= 





s 



22: 



22: 



■&- 



JZL 



These are also called tonic sequences. 

Play tonio and dominant sequences in other keys, 
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CHAPTER XV. 

OTHER CHORDS OF THE SEVENTH, AND 
THEIR INVERSIONS. 

Q. Describe the other chords of the 7 th. 
A. A chord of the 7 th may be formed upon 
any note of the scale. 

Dominant sequence with 7ths. 

In five parts. 



fku+^ m 



m 



s£ 



7 



? 



m 



In four parts. 
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In three parts. 




The best position is where the 3rd and 7th alternately 
form the upper part. In four parts the 5th and 8ve are 
omitted alternately, and in three parts they are omitted 
altogether. 

Q. What is to be particularly observed with 
regard to these progressions of 7ths ? 

A. That every 7th must be prepared; that 
is, the note which forms the 7th must appear 
in the preceding chord, and in the same part. 
The 7th is resolved by falling one degree as 
usual; but the third, instead of ascending, 
must remain for the preparation of the follow- 
ing 7th, 

Play the above examples by heart ; afterwards play similar 
examples in other major keys. 

Write out in score, and play the following exercises, in four 
parts. 
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Albrechtsberger. 



I fijlg ^j ilp 



p^s 



£Z 



7 7 7 



fej-jft-drj 



1 



S 



s£ 



7 7 7 7 



^ 



^^ 



32: 




1 




677 7,77 # _ 



m 




& 



|- J 



6 7 7 77 7 



^esg^SiP 



* 




*£* 



6 7 7 7 7 7 



t=e 



iep 




@§ 



t=t 



FffFr 



i 



6 7 7 7. 7 7 




t? 



^ 



1=S=t 



z= 



feg 
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Albrechtsberger. 



, -4- 




■zz. 



1=Z 



p 



ZZ 



^ 



s 



7 6 6 6 



?Z 



3 



1 7 ,6 

I J A 



£=s 



-zzz^ 



3=f 



2ST 



22: 



:<=: 



-<^- 



-^ 



i_J. 



7 

7 t 



m 



mm 



?= 



£ 







« 
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gg 



2a: 



=® 



st 



cr 



§H 



6 
7 P5 



b 



?Z 



* 



7 6 , 1$ 



-r- J 



-«?- 



:c£ 



7 



St 



122: 



Sometimes the 7 th occurs only on each 
alternate bass note ; and the chord is also 
often inverted : thus — 
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F^ 



4=m4 



±3=t 




ZZ 



fS-T-l—^ ' 



3 



=i= 



s 



t 




Seldom thus. 




These 7ths, and their inversions, seldom occur "without being 
prepared, whether in a sequence or not : the dominant 7th 
only requires preparation when it occurs in a sequence. 
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Play the above by heart, and also play them in other 
positions ; afterwards play similar examples in other keys. 

Write and play the following exercises, in score, marking 
the roots on a separate staff. 

Albrechtsbekger. 



^ 



6 
5 



6 
5 



6 
— 6 



•&- 



^m 



& 



zz 




6 
6 



S 



6 
5 



Z2I 



ICZ 



-^- 



g^nr hr 



6 
5 



2 



Hjg 



Eg 




&■ 



6 



^m 



7 

221 



2Z 



a 
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CHAPTER XVI. 

fcHE RULE OP THE OCTAVE. 



Q. What is meant by the rule of the 
octave ? * 

A. It is a term sometimes applied to the 
ascending and descending major and minor 
scales, when placed in the bass and accom- 
panied with chords : for example — 

Ascending major scale. 



6 



4 
3 



6 
6 



& 



zz 



6 

1&- 



£=^ 




Descending major scale. 



m£ 






4 
2 



6 
4 
3 



± 



?= 



B 



S 



* In Germany this is called octave-gang, and in France 
/rait cToctavc. 
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m 



Ascending minor scale. 

# 6. 6. # 6 



=i 



5E 



•fr=— (*■■ 



$ 



± 



t 



rsz 



B 



6 



Descending minor scale. 



6 



6 



X 



3 



:pz 



s 



t 



t 



:c2i 



-e> 



zi 



Write the chords to the above scales, each scale in three 
positions, and mark the roots. Afterwards put similar chords 
to each of the major and minor scales. Learn to play them 
all by heart. 



o 2 
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CHAPTER XVII. 

THE CHORD OF THE DOMINANT NINTH. 

Q. What is the chord of the dominant 9th? 

A. It is formed by adding a 9th to the 
chord of the dominant 7th : in major keys the 
9th is naturally major, and minor in minor 
keys, though this is not invariable : the other 
intervals of the chord are the same in both, 

and it is denoted by ? or *? 



P 



C Major. 

9 __ 



>— 3 



§| 





7 



res: 



o 

7 



3? 



<gj»5- 



IS 



a 



9 
7 



9 

7 



"g?-~L— <g— 1 



~Z2L 



9 
7 

Z2I 



-tS?- 



S 



9 

7 
221 
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C Minor. 




In major keys the best position of this chord is when the 
9th is at the top : the other positions are not much used, and 
are only good when the 3rd (the leading-note) is kept below 
the 9th (see a, b). In minor keys all the positions are 
good. 

In four parts, the 5th of this chord is generally omitted : 
the 8ve is always omitted, unless placed at least nine notes 
below the 9th, because of the harshness which would result 
from its being near to the 7th and 9th. 

Play chords of the dominant 7 in other major and minor 
keys, pointing out, in the major key, those positions in which 
the chord can be best taken. 

Q. How is the dominant ? resolved ? 

A. Like the dominant 7th, it is generally 
followed by the key-note triad or its second in- 
version. The 9th and 7th are both dissonant 
notes, and must each be resolved by descend- 
ing one degree; the leading-note ascends to 
the tonic, and the 5th ascends to avoid con- 
sccutives. 
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C Major. 




i^M- 




9 r 

7 



?= 



AAi 



9 8 
7 — 



G Minor. 





m 



i 



d 






A 4 






fin 



-^>- 



xi 4 



Pi 



W==F 



g 



9 8 r 



T* 



4- 



T 



4- 



p 



7 — 

* - 



9 

5 



9 8 
7 — 

n - 
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Sometimes the 9th descends while the 
other notes remain stationary ; the chord then 
becomes a mere dominant 7th, as at c: the 

8 is placed in the figured bass to remove the 

9 ; the horizontal lines after the figures show 
the continuation of the notes represented by 
these figures. 

Play the above examples by heart, and also similar 
examples in other keys. 

Q. Is the major 7 always followed by a 

major triad, and the minor 9 7 by a minor triad? 

A. Not invariably ; the minor 7 is often re- 
solved into a major triad. 
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CHAPTER XVIII. 



THE INVERSIONS OF THE DOMINANT NINTH. 



Q. How many inversions are produced from 
the chord of the dominant ^ ? 

A. Four; the chord of the 7th on the 

6 6 

leading-note, the chord of the 5, the 4, and 

6 3 3 

the 4. 

2 

In major keys the chord of the 7th on the leading-note is 
called the Leading 1th ; in minor keys the chord is called the 
Diminished 7th. 



Leading 7th and three other inversions. 

C Major. d 




s 



«■ t ~^§ ? 



E£ 



6 
5 



4 
_3_ 



4 
2 



-&- 
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Diminished 7th and three other inversions. 

C Minor. d 




The root of each of these is G with the ® ; occasionally the 
root is retained in them, producing a good effect, except as 
regards the last inversion, at d. 

The 1st inversion is figured with a 7, the 3rd and 5th being 
understood. 

The 2nd inversion is figured J, the 3rd being understood. 



it 



3rd 4 or 3 . the 6th being understood. 

o 

6 4 

4 or 2 , the 6th being understood. 



4th 



t}2 or £2, or Jj, the 6th and 4th 
being understood. 

Flay the above by heart, and also similar examples in 
other keys. 

Q. Are the same rules to be observed with 
these inversions as with those of the domi- 
nant 7th ? 

A. Yes ; and the note used in the inverted 
bass must not be doubled in the upper part. 
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Resolution of the Leading 7th and the 
other inversions. 



C Major. 
a 





essg 




F< 



PrfTf- 



'oo- 



6 



4 — 
3 2 6 



^ 



I 



^=?z 



a 4 



t=t 



2 — 



± 



i 



t 



Resolution of the Diminished 7th and the 
other inversions. 

C Minor. 

/ 
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At a the D ascends to avoid consecutive perfect 5ths : at 
b the bass ascends for the same reason : the inversion at c is 
seldom used, the effect being harsh, because the leading-note 
stands above the 9th ; the inversion as at d is sometimes 
used : at e, /, the D ascends to avoid consecutive 5ths, al- 
though they are not so objectionable, one of them being im- 
perfect, but the. effect is much better thus: the inversion at 
g, in the minor mode, is common, and produces an excellent 
effect. 

Play each of the above examples by heart ; and also that in 
the minor key in two other positions, but not the major. 
Afterwards write and play similar examples in other major 
and minor keys ; those in the minor in three positions. 

Write and play each of the following examples in three 
positions, and afterwards transpose them into other keys. 

L Mozabt. 

. — 605 6 7 .7 

!il ' ' 




I 



1 



m 



■*-4-J — 



6 



£1 



At.brf.chtsbergkr. 

6 

7 5 -&— 



■fr 



2. 
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6 






*' 



?2I 



5' 



6 



1 



± 



a SI 



g 




s 



-^ 






Albbkchtsbebgeb. 

6 



i 



-<&- 



J2 



8 — 

* - 



Albrechtsbehger. 



6 



jffiz ^ P 



^ 



H — r 

Q. Does the diminished 7th ever occur with 
the diminished 3rd ? 

A. Very rarely, and only in minor keys: 
they are both prepared in the preceding chord, 
and accompanied with the imperfect 5th. The 
diminished 3rd is resolved by descending, and 
is sometimes marked by Telemann's curve, to 
distinguish it from the minor 3rd (see a). This 
is a chord of modern invention, and may be 
considered as taking the place of the minor 3rd 
in the chord of the diminished 7th (see b), and 
is often found in this form, as sounding less 
harsh. 
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4 
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Root ST 
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ii 



fe 
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Accompany the following exercises, and mark the roots. 




?Z 



7 
5 



6 5 

* It 



T*- 



±Z 



£ 



m 



-■& 



3 



:fe 



6 5 

4 ft 
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:zz: 
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CHAPTER XIX. 



SUSPENSIONS. 



Q. What is a Suspension ? 

A. When one of the sounds belonging to a 
chord is retained, and continued in the follow- 
ing chord, instead of at once taking the har- 
mony of the new root ; the note thus retained 
is called a suspension, and will, of course, 
afterwards proceed to the note it had sus- 
pended; in other words, it will be resolved. 
As the note is retained from the preceding 
chord, it is clear that the suspension will also 
be prepared. 
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4 8 9 8 4 .8 



6 6 4 3 6 6 



m 



i 



izL 



-&0&L 



t=£ 



22 




At a is a progression of triads. 
At b the 3rd is suspended by a 4th. 

At c 8ve 9th. 

Atd 5th 6th, 

At e double suspensions are introduced, namely, the \ sus- 
pending g, and the \ suspending J. 

Write the above examples in two other positions, and play 
them all by hoart; afterwards write similar examples in 
other keys. 

"Write the following in score, in three positions, and after- 
wards similar exercises in other major aqd minor keys. 

6 4 Jt 

m — 




tst 



4 8 



Z2I 



± 



IS2I 



=Z£ 



96 



Exercises to be written in three parts, in two positions. 

Albrechtsberger. 



m 



-j^t. 



4 3 



4 3 



P 



4 3 



4 3 



£ 



?=t 



t 



Afterwards write the same exercise in four parts and in 
three positions. 

The suspension of the \ 1 occurs frequently. 



43 

I? 7 — h 



e 




7- U 7 _ t>7-Z?7 '77 6 g; 
4tf ^4_3 43 |?43 5— fl * 



St 



L <Sf 
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AXBRECHTSBERGER. 
5 6 

4 3 



t 



t 



"^— tP* 



TZ- 
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"Write the above in four parts, and in three positions. 

Q. May the 9 th and 8 th appear in a chord 
at the same time ? 

A. No; a suspension and the interval it 

suspends must not be sounded at the same 

time. 

9 h . 



k bad. 



ju-^ If g Ep I I h ^ tc 




/7 » 8 
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At g the leading-note is omitted, to avoid C and D being 
sounded together : at h the leading-note, being in an inner 
part, is allowed to descend : at j the leading-note passes to 
the 5th : at k the leading-note, being in the upper part, can- 
not be allowed to descend. 

Sometimes the bass changes at the moment the suspension 
is resolved, but no alteration is produced in the progression 
of the suspension, as it always proceeds to that note which 
has been suspended. The figuring is, of course, slightly 
changed. 

Accompany the following exercise in three parts. 

Albbechtsberger. 
r* ■ >* 1. 8 9 3 
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^m 
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:pz 



Accompany the following in four parts, in score. 

AxBBBCHTSBBBGBB. 
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6 9 8 

5 9 8 9 8 It — 7 6 ft 



Albrechtsbebgbr. 

6 9 8—6 
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: r J P 



*=& 



t=± 



?= 



* 



*=* 





9 8 — t?5 9 8 - |^~ 



7 6 5 — 
3 4 — 8 



-&- 



Albrechtsbebgbr. 
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6 
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sSaxt 



.SB 



9—6 6 9—6 — 
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t=± 



Mozart. 
6 

5 8 7 



Z2 
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Rink. 

"~ 43 9 643 9 643 
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Q. Is there any particular rule respecting 
the preparation and the resolution of sus- 
pensions ? 

A. A suspension should be both prepared 
and resolved in the very same part. 

To form suspensions where there are no descending notes, 
as at a, we may proceed as at b and c. 
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Write similar examples in other keys. 

It is not allowed to prepare the 9th by an 
8ve, because the effect of consecutive 8ves is 
produced. 
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Suspensions are most frequently employed 
on the triad and the chord of the sixth, but 
they may be used on any chord where they can 
be properly prepared and resolved. 

Descending scale with suspensions. 

6 6 76 
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Also write similar examples in other keys. 
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In the following example the diminished 
8ve appears as a suspension. 
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Q. Do suspensions occur in the bass part ? 
A. A suspension upon the first inversion of 
a chord, often occurs. 
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At a the suspension of the 4 3 is in the bass ; the B, being 
the first inversion of the triad, must not be doubled in the 
upper part, but one of the other intervals doubled instead. 
At b the suspension of the 4 3 occurs upon a dominant 7th, the 
B being omitted in the upper part. At c and d the first inver- 
sion of the dominant Oth is suspended. At e the root of the 
triad is suspended, but the effect is not good, because the 8ve 
is doubled iu the upper part. At / the second inversion of 
the dominant seventh is suspended. 



Accompany the following exercises, marking the roots on a 

separate staff. 
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Albbechtsbergeb. 
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Q. What is a Retardation ? 

-4. Strictly speaking, it is similar to a sus- 
pension, the term retardation being applied 
more particularly to the suspension of the 
leading-note, or augmented intervals, the reso- 
lution of which is upwards. 
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Accompany the following exercises in five parts, in score. 
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CHAPTER XX. 



CADENCES. 



Q. What is a Cadence ? 

A. A cadence, or close, means the last two 
chords of any passage. The principal ca- 
dences are those which conclude with the 
key-note. 

Q. What is a Perfect Cadence ? 

A. It is formed by proceeding from the 
dominant to the tonic : this is also called an 
Authentic cadence. 

In the perfect cadence the triad of the dominant is always 
major: therefore, in the minor mode the 3rd of the dominant 
must be raised a chromatic semitone, to make it a major triad. 
The 7th may, or may not, be added to the triad of the 
dominant. 

Perfect cadence. 

C Major. 
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C Minor. 




Q. What is a Plagal Cadence ? 
A. The triad on the key-note preceded by 
that of the sub-dominant. 
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C Major. 



Plagal cadence. 

C Minor. 



Or, if final. 
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The perfect is the only cadence used at the end of com- 
positions in the modern style: the plagal is much used in 
anthems and other sacred choral music, and sometimes occurs 
after the perfect cadence. In the plagal cadence, in a minor 
key, the 3rd to the key-note becomes accidentally major at the 
conclusion cf a composition.* 



# / 



This major triad at the conclusion of a piece in the 
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Play, and also write in score, perfect and plagal cadences 
-in three positions, in other major and minor keys. 

Q. In the perfect cadence what chords pre- 
cede that of the dominant ? 

A. Generally the triad on the sub-dominant; 
and this progression from the chord of the 
sub-dominant to that of the dominant being 
rather harsh, on account of there being no 
connecting note between them (see a), the 
chord of the 4 upon the dominant is frequently 
inserted between them (see b) : at c is another 
form of the perfect cadence. 



C Major. 
a 




minor key, was called the Tieroe de PicardU, from having been 
invented, or much used, in that Province.' — Dr. Crotch. 

It was formerly the custom to conclude every composition 
with a major triad, whether the final cadence were plagal or 
otherwise. 
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C Minor. 
a 




W 



'3ZZ. 



^^ 



'JSL 



fj 



M£ 



O" 



\ 



6 
4 



5 
3 

:s2i 



-& 



122: 



SL 



p^fi#> 



\ 




6 

4 



6 
4 



15?" 



:c2. 






^ 



In minor keys the chords of the sub-dominant and tonic 
are both minor, and the chord of the dominant must be 
major. 

Play the above in different positions, and also similar 
examples in other major and minor keys. 

Accompany the following exercise, marking the roots on a 
separate stave. 

Albrecbtsberger.- 
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Q. Describe any other method of varying 
the cadence, and avoiding the harshness of the 
progression from the sub-dominant to the 
dominant. 

A. The 5th may be omitted from the triad 
of the sub-dominant, and the 6th substituted 
for it : this is called the chord of the substituted 
sixth. 

C Major. 
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Accompany the following exercise. 
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The 6 th is sometimes added to the triad of 
the sub-dominant instead of being substituted 
for the 5 th ; in this case the 5th must be pre- 
pared and resolved. It is called the chord of 
the added 6th. 
C Major. 
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Q. Explain any other method of varying 
the cadence. 

A. The 6ub-dominant is sometimes raised a 
chromatic semitone, and the chord of the 
diminished 7 th taken upon it. 

C Major. 




t>7 



nn 



^ "] II' 



Sfi 



6 7 
4 3 

2 



2Z 



H 



C Minor. 




Other variations are to be met with. 



Accompany tho following exercises. 
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Q. What is a half, or imperfect cadence ? 
A. A cadence which concludes with the 
triad on the dominant. 
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The triad on the dominant may be preceded 
by various chords ; thus at a it is preceded by 
the chord of the substituted 6th ; at b and d 
by the triad on the tonic ; at c by the triad on 
the sub-dominant. 



Accompany the following exercises. 
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* The chord of the augmented 6th : see page 117. 
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Q. What is an Interrupted Cadence ? 

A. When the Resolution of the dominant is 
interrupted, and ascends a tone, or a semitone, 
instead of going to the tonic. 



C Major. 
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The interrupted cadence is sometimes called 
& False cadence, or a Deceptive cadence. 
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Play examples of the interrupted cadence in other major 
and minor keys, and in various positions : also, accompany 
the following exercises. 

Albeechtsbebgeb. 
e H 6 



m 



22: 



4 
zz 



2 



6 



-&- 



tit* 



-&- 



2Z 



m 






6 



3 J » 



m 



22: 



«- 



ZZ 



22. 



^ 



3 



6 
4 

JL 



~5s 



-fi*- 



^- 



At e, /, and g, occur varieties of the deceptive cadence, the 
close being interrupted by an unexpected chord, which 
changes the progress of the harmony. 

Various examples of the deceptive cadence will be found 
in the exercises upon Modulation, 
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CHAPTER XXL 

THE AUGMENTED TRIAD, THE AUGMENTED 
SIXTH, AND OTHER CHROMATIC CHORDS. 

Q. What is the Augmented triad ? 

A. The discord of the augmented triad con- 
sists of a major 3rd and augmented 5th : it is 
generally followed by a major triad on the 
4th above, or 5th below (which is the same 
thing) : and the dissonant note, the augmented 
5th, ascends a semitone. 




At a is the first inversion of the augmented triad, and 
at b the second inversion, which is sometimes resolved as 
at c. 
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Accompany the following exercises. 
M 6 * ■ $ i. 
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Q. How is the chord of the augmented 6th 

produced ? 

-4. By taking the chord of the fa6, or ^ 
6 . 

(namely, the 4, the second inversion of the 

3 

dominant 7 th), and lowering the bass note a 
chromatic semitone. 




Hoot f J f 



At a is the chord of the augmented 6th ; at b and c the 
same in four parts. 
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The bass in this chord must be considered as lowered by 
licence, and the root must be found, and the chord treated in 
all respects as if the bass were not lowered. The root of 

the above example is D with g 

Q. How is this chord resolved ? 

A. Its resolution is the same as the §, the 
root ascending a fourth, to a major triad, and 
the bass note descending a diatonic semi- 
tone.* Sometimes the chord is resolved 
as at d. 

Accompany the following exercises. Mozabt. 
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* This chord is also called the Extreme sharp 6th; the 
Superfluous 6th ; and the Italian 6tft. 
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Q. Is there any other form of the aug- 
mented 6th? 

A . Yes ; the octave of the root is sometimes 
added, as at e : this is called the French sixth. 
The 9th of the root is also often used, and it 
is then called the German sixth. In this case, 
in order to avoid consecutives, as at /, it is 
necessary to insert an intermediate chord, as 
at#, h,j. 

f 9 
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This example serves equally well for C major and C minor. 



Accompany the following exercises in three positions. 
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Q. What is the Neapolitan 6th ? 

^f. The chord of the Neapolitan 6 th occurs 
upon the sub-dominant, and consists, besides 
the bass note, of a minor 3rd and a minor 6th. 
It is resolved into various chords, the 6th and 
3rd usually descending a semitone, as at A and 
1 ; at m the 6th descends a diminished 3rd, and 
at n the 3rd ascends a semitone. 




This chord is chiefly used in minor keys. In major keys 
the 6th and 3rd will both require accidentals, but in minor 
keys only the 6th. 
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Accompany the following exercises. 
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In this example the Neapolitan 6th is continued as a sus- 
pension in the following chord, forming a diminished 6th, with 
a diminished 7th : in the next example the diminished 6th 
is accompanied with a diminished 8ve, as a suspension of the 
diminished 7th. 
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Q. Are there any other Chromatic chords ? 

A. Various other chromatic chords are 
occasionally employed, particularly in major 
keys. 
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C Major. 
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At is a diminished 7th on the leading-note of a major 
key: at ^» is a dominant 7th with its 5th chromatically raised; 
the effect of this is better as at r: at v is the first in- 
version of the same chord, with the 5th of the root accident- 
ally lowered: at * is a £ on the accidentally-raised sub- 
dominant, at t an inversion of the same chord. 
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CHAPTER XXII. 

7 7 

THE CHORDS OF THE 5 AND J 

4 4 

2 2 

7 

Q. What is the chord of the \ ? 

2 

-4. It is merely the chord of the dominant 
7 th introduced while the key-note is held in 
the bass (see a and b) : at c it may be con- 
sidered a suspension of the following triad. 

C Minor. 
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Q. What is the resolution of this chord ? 
A. It is resolved into the chord of the tonic. 
In four parts the interval most commonly 

omitted is the 5th (see d) ; or the 2nd (see e) ; 

7 
and the chord is generally figured 4, but some- 

2 

times \ , g > or 7 * 



C Major. 
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C Minor. 
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Write the above in other positions, and afterwards write 
similar examples in other major and minor keys, omitting 
sometimes the 5th, and sometimes the 2nd. 



Accompany the following exercise* 
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7 
Q, What is the chord of the J ? 

2 
-4. It is the chord of the dominant 2 intro- 
duced while the key-note is held in the bass, 
as at fy g\ at h it is a suspension of the 
following triad. 
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Q. What is the resolution of this chord ? 
A. It is resolved into the chord of the tonic. 
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The bass of the £ and £ must always be 

2 2 

the bass of the preceding and following 
chords, as at a, b, d, e> f 9 g\ except when 
the notes are "prepared as suspensions, as 
at c y A. 

In four parts the interval most frequently 
omitted in the 5 is the 2nd or the 7th. 
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In major keys the chord of the 6 is generally used in one 

4 

position only, but in minor keys the positions may be varied. 



Accompany the following exercises. 
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CHAPTER XXIIL 

PEDAL BASS. 

Q. What is meant by a Pedal Bass ? 

A. When one bass note is held on during 
the progression of several different chords, it 
is called a Pedal bass, or Pedal note ; * this is 
generally the key-note, or the dominant. 

All the chords introduced upon a pedal note 
must be resolved and treated as if their respec- 
tive roots were present instead of the pedal 
bass. 

Any chord may be introduced belonging to 
the key we are in, and also many belonging 
to other keys. 

The figuring is sometimes omitted during the continuance 
of a pedal note, and the words tasto solo marked, to intimate 
that the bass note alone is to be played, without chords. 

* It is also called an Organ-point, or Pedal-point, the note 
being held by means of the pedals, in an organ. 

K 
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Dominant Pedal, on which various chords 
are introduced. 




Tonic Pedal. 
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Dominant Pedal, on which discords of sus- 
pension are introduced. 
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Dominant Pedal. 
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The sub-dominant is occasionally nsed as a pedal note, but 
not so often as the tonic and the dominant. 

Sometimes two pedal notes are held in the bass at the same 
time ; these are generally the tonic and dominant ; and only 
those chords are used which have one of these two notes for 
their root. An example of the double pedal occurs on 
page 141. Holding notes, occurring in an upper or inner 
part, are also to be considered as a species of the Pedal. 

Q. What is meant by a Ground bass ? 

A. A passage repeated several times in the 
bass, with a different accompaniment each 
time. 
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Accompany the above exercise. 
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CHAPTER XXIV. 



PASSING NOTES, ETC. 

Q. What is meant by Essential Notes ? 

A. The notes contained in a chord are 
called essential; for instance, C, E, G, are 
the essential notes of the triad of C. 

Q. What are Unessential Notes ? 

A. Notes which do not belong to the chord, 
but are introduced for the purpose of em- 
bellishing any of the parts ; such as Passing 
notes. Auxiliary notes, Anticipations, &c. 

Q. What are Passing Notes ? 
A. Such as ascend or descend from one 
essential note to another. 
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The passage at a consists of essential notes ; at b and c the 
notes marked x are passing notes. 

Passing notes occur also in the bass. 



m 



£=g 



%j 



S^ 







Accompany the following exercises. 

ft b"4 5 — 7 AlBBECHTSBEBGEB. 
3 2 3—2 



8 4 5 
3 2 3 



g^JJj3? 



"Cfc^- 



7 4 8 



g 



221 



ALBBECHTSBEBGEB. 
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Id the following examples the augmented 8ve appears as a 
passing note. 



o 



5 

4 6 
5 



X 






Albbechtsbebgeb. 
-43 t} 



E 



22 



4 7 6 



6 
4 



Albbechtsbebgeb. 

i 




tf ^r 



82Z 



-^ 



sz: 



Q. What is meant by Changing Notes ? 
A This term is applied to passing notes 
which occur on the accented parts of the bar. 




Z2 



a 



-^ 



w 



m 



TZ- 



UM^A 



The notes marked * are changing notes. 

Q. What are Auxiliary Notes ? 
A. Notes which stand on the next degree 
above or below an essential note, and do not 
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regularly ascend or descend (like passing notes) 
from one essential note to another. 




The notes marked — are auxiliary notes, those marked x 
are passing notes: an auxiliary note occurring below an 
essential note, is seldom more than a semitone below it. 



Accompany the following exercises. 



Albrechtsberger. 



w$^k * 




Albrechtsberger. 
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It 



H: 



'- ^ii^^m 




* 



W^ £ 




6 







Albbechtsbeegee. 
.6 6 

Vb $ Jf 6 $ 



^frcjTj^ pi 
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6 , 

4 8 2 3 



E=pB 




Q. What is a Note of Anticipation ? 

A. A note introduced on the latter part of 
a chord, but which really belongs to the fol- 
lowing chord. 



n 



5^ 



A 



© 

3 I 




Y t f~f "F" 

The notes marked o are anticipations. 



Q. What are Hidden Consecutives ? 

-4. When two parts proceed together by 
similar motion to a 5th or 8ve they are said to 
produce hidden consecutives ; thus, 

jl c d 

« 8. 



tr T r r f r 



^^g? 



139 




The hidden 8ves at a, c, and hidden 5ths at e, g, will 
become apparent if we fill up the skips with passing notes, as 
at b t d,f, h. Hidden consecutives should always be avoided 
between the highest and the lowest parts : they are some- 
times allowed when occurring between the highest or lowest 
part, and one of the inner parts, provided some other part is 
moving at the same time in contrary motion to them, as at 
t , k, I. 




Write the following exercise in three parts. 

Albbechtsberger. 

••A 5 9 



K^^rntEgE g 







6 
5 



£E 



,>6 5 2 a 2 2 a_ 
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4 8 4 8 4 3 



..» 



6 _ 8 



5=tP= 



£=--^ 



nrtfrH 



6 6 



8 - 4 5 4 



6 5 



aurrirf 



£££ 



6 "" k 
5 4 * v 



6 - lj8 6 , # 



S 6 

? 6 8 




I 



^S 



3 



I*' 






/V J' 6 5 6 6 6 7 7 



7 7 



7 7 



terTpir 



7 



?Z 



1 P 



3 [|7 



-P4 




6 — 
5 4 



-^- 



8 



6 



*==} 



3 2. 5 8 . 



t>6 



^m 



UJ^ht- 




■H«-y- 



H 1 K 
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If 



6-4- 98-7 8-7- 6 , 

43-2 8-3- 76-6 6 \}1 48 



m 



I 



■^ 



7 

6 -. 

3 2 1 2 3 



8 
8 



^^m 



•<&- 



2Z 



Exercise in four parts. 



8 2 



Albbbchtsbebgeb. 

6 
6 



P%? 



£ 



-•Fr^f-f: ; 6 * ' 




It *_? ..- _ 8,6 




* "= tt Z. • 8 - h i * . g 

^=r r "n r r lj r^?f 



i«A 



6 



-43 



^S 




7 6 7 6 m „ ~ 1 



a 



^^ 




f flfj 



s 
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6 



m 



MJ 



8 = 9 8 



m 



E fcft— £ 



6 — 
6 — 



f 




» 8 I Z • 8 J ~ 9 8 2 | 



feBHzEJ g 



=&=r&±R 



6 



« fr ft 



6 —6 8 
7 4 —3 4 3 



£ 



6 



^* t TT f- E ^Jl p flp Tf'" H ~rt 



fi — 

5 — 



3 6 ? - 3 



^^ttetf^? r \ f r r fr\ 



7 4 3 




4S* 



^^ 



V 
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6 



tie i i j fr 




* « 



e^f r>i f r>^ ^ 



8 — 7 — 
4 — 6 — 

1^— 




7—6— 6—5— 6 
3—4— 2—8— 6— 4 — 



^ 



± 



± 



1 



SP SS 



6 — — — 

4 — 3 — 5 H 



7 
2 



8 
3 
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CHAPTER XXV. 



MODULATION, AND TRANSITION. 

Q. What is meant by Modulation ? 

A. A change of scale, or key, by means of 
a well-ordered progression of Boots or Modu- 
lating chords, by which the ear is prepared for 
the new key. 

Q. What is meant by a Transition ? 

A. A transition also means a change of 
scale, but it implies passing suddenly out of 
one key into another, without preparation for, 
or hinting at, the new key ; or without 
making use of chords common to both keys, 
or making use of any modulating chord. 

Modulation. 



1 






"*25 cr 



m 



7 

it 



jSX 
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patfeiis 



Transition. 

b . Haydn. 



®vf"P?r 






^ 



At a a modulation takes place from C to G by means of 
the dominant 7th on D, which is the modulating chord. At 
b is a transition from A to E/ ; the change being made, as it 
were, at a bound, without the intervention of any modulating 
chord. 
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CHAPTER XXVI. 



tz 



NATUBAL MODULATION. 

Q. What are the most natural Modulations? 

A. Proceeding from a given key to such 
other keys as are most nearly connected with 
it. 

Q. What are these keys ? 

A. They include the keys of the dominant, 
the sub-dominant, the relative * minor (or 
relative major) and its dominant and sub- 
dominant: these are called the five attendant 
keys. 

Q. Explain this more clearly. 
A. From C major the natural modulations 
will be to Gr major, the dominant ; F major, 



* Por an explanation of the term "Relative see the Author's 
Catechism for the Pianoforte Student, page 85. 
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the sub-dominant ; A minor, the relative 
minor ; E minor, its dominant ; and D minor, 
its sub-dominant. 

From A minor the natural modulations will 
be to E minor, the dominant ; D minor, the 
sub-dominant ; C major, the relative major ; 
G major, its dominant ; and F major, its sub- 
dominant. 

It will thus be seen that the attendant 
dominant and sub-dominant keys are major 
when the original key is major, and minor 
when it is minor. These five attendant keys 
have only one sharp or flat more or less than 
the original key. 

Name the attendant keys of G major, F major, C 
minor, &c. 

Q. What chord is generally employed in 
making a natural modulation ? 

A, The chord of the dominant 7th of the 
key to which we are going; or, more fre- 
quently, one of its inversions. 
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Modulation from C major to each of its 
attendants, by the dominant 7th of the key to 
which the modulation is made. 

To A Minor, to Gt Major, to E Minor, 

a 




to F Major, 



to D Minor. 





a 



7 



JL2. 



P 



At a a chord precedes the modulating chord, in order to 
introduce it the more agreeably, there being no connecting 
sound between the triad of C and the dominant chord of B. 
This is called gradual modulation, because some doubtful 
chord, or chord common to both keys, is introduced to prepare 
the ear for the modulating chord. Sudden modulation passes 
from one kry to another by chords which are not doubtful, 
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but decidedly in one or other key. In the following examples 
the chord preceding the modulating chord evidently belongs 
to the key we are leaving, and not to the key to which we are 
going : the modulating chord is marked m. 




iH^fc 




U 




6 
4 
3 



6 



22 



¥^ 



-&- 



6 




Modulate from the major key of — to each of its attend- 
ants, as above, by means of the dominant 7th or one of its 
inversions, being careful, in forming the dominant 7th, to 
make the triad major, and the 7th minor, using such 
accidentals as may be necessary. 

In the following exercises, after resolving the modulating 
chord, a few chords are added in the key to which the 
modulation is made, in order to give it a more complete 
effect. 
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From C Major to G Major. 



6 



6 
5 



Albbbchtsbebgbr. 



2 



6 



I 



zz 




£ 



zz 
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22: 



.2Z 



ZZ 



From C Major to F Major. 
bn be 



Albbechtsbebgeb. 
3 



m 



-&- 



22: 



22: 



22: 



M 



The deceptive cadence occurs at * in several of the following 
exercises. 



From C Major to A Minor. 



6 
5 



9 



6 



Albbechtsbebgeb. 



6 6 

5 * 5 



w 



fc2=T 



-&- 



&s>- 



zz 



zz 



zz 



M 



M 



From C Major to F Major. 



Albbechtsbebgeb. 





2 


6 
6 

£3 


•&• 




be 


\>% 






/mY 














f«"-> 




tpj* 










^—» 


« . 






\^> <tj 








rD 





























M 



M 
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From C Major to D Minor. 
• 6 6 

6*6 9 6 



Albbschtsbebgeb. 

* * 



m 



-&- 



Wzr. 



-&- 



■&- 



Z2I 



From C Major to A Minor. 
6 I 

6 * tt 4 S 



Albbschtsbergeb* 



m 



Z2I 



#2^ 



-s>- 



-<^- 



-fi?- 



From C Major to D Minor, 
h 6 

177 * 5 6 



Albbechtsbebgbb. 



i 




Z2I 



«& 



+ 



ZZ 



M 



From C Major to E Minor. 



Albrbchtsbebgbb. 

i 




From C Major to D Minor. 
6 

5 6 



Albbechtsbebgeb. 

i * i • 



2s: 



221 




«- 



Z2I 



221 



M 



The student is earnestly advised to transpose these, 
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and also all the subsequent examples, into all keys, and in 
different positions. 

Modulation from C major to G major, by 
one of the inversions of the minor 9th, at «, 
by c, d: at e the first inversion of the. major 
9th; and at /the augmented 6 th. 
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From Major to D Minor. Albbechtsbebgeb. 

b7 g 8 4 # 



^ 



#2= 



22: 



M 



From C Major to A Minor. 



Albbechtsbebgeb. 



I 



6 
4 



5 
3 



-^- 



m. 



SSL 



M 




From C Major to F Major. 

X 



Albbechtsbebgeb. 



3 



&- 



1221 



M 



From C Major to G Major. 

i * *7 *IJ ^ 



Albbechtsbebgeb. 



^ 



-<^- 



-<s*- 



M M 



From C Major to E Minor. 



Albbechtsbebgeb. 




11221 



I2Z 
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Modulation from C major through each of 
its attendant keys, returning to C major. 



C Major. 



6 



* 



Albbbchtsbbbgbr. 

G Major. 

1 



6 



BB^ ^J^aO pj 



r 



E Minor. A Minor. 




6 6 6 U J* 

2 5 9 6 6 , 6 , Ej # ~~ 



igiigEg 




F Major. 




r&m 



6 C Major. 6 5 6 6 — 

265. 26 77.5S443 



m 




■4-J- l | , -± | . , ! , 



**:: 



Modulation from A minor to each of its 
attendants. 
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To C Major, 



to E Minor, 
9 , I 



to G Major, 




to D Minor, 



to F Major. 




Whenever the 3rd is major, it is understood that the 5th 
mnst be perfect, except when otherwise marked : therefore, 
although both the 3rd and 5th are accidentally altered at g t 
it suffices to mark the sharp 3rd in the figuring. 

Modulate from the minor key of — to each of its attend- 
ants, by means of the dominant 7th, as above. 



From A Minor to E Minor. 



m 



ZZL 



6 



2Z 



6 
5 



\ 



6 



Albrechtsbergeb. 
7 I 



221 



ZZ 



ra\ n 



TFT 



•&- 
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From A Minor to D Minor. Aibbechtsbeeokb. 



ilEzpa: 



m 



Z2I 



±=t 



zz 



22: 



From A Minor to C Major. 

6 
2 6 9 8 



*= 



A LBRBCHT3BBBQEB. 

6 
6 5 

-^ GL 



3 




221 



221 



From A Minor to G Major. 
6 

6 9 6 



m 



-&■ 



HfZZ 



Axbbechtsbergeb. 



1 



-«>- 



6 
6 



6 



6 



gpli 



3C 



•&- 



zz 



B 



M 



From A Minor to F Major. 

6 
2 6 9 6 



Albreoiitsbkhgeb. 

6 if 

6 ft 



22ZI 



zz 



22: 



g 



6 



N L 6 
5 P5 



9 



6 



221 



«- 



~?y 



22: 



6 



■^" 
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Modulation from A minor through each of 
its attendant keys, returning to A minor. 



A Minor. 




3f 



m 



8 

6 9 8 



6 
6 6 



Albbechtsbeegeb. 
C Major. 



6 
6 



i 



zsfc 



m 



E Minor. 

• 6 ft 




gp 3 ^^ 



ft I , a t>? » 



D Minor. 
6 



F Major. 




6 



ato^ i ^n 






A Minor. 

• SI H5- . 



^^rfTT^r^ ^ 



Q. Are other chords, besides those already 
mentioned, used in modulating ? 

A. Yes, various chords are occasionally em- 
ployed as modulating chords. 
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C Major to G- Major. 
a t . M 



A 



A Minor to E Minor. 
b M 



¥¥^3 




2S 



*rf 



6 
4 



m 



6 

* 



6 

8 



5=2: 



-<s»- 



^ 



3& 



?= 



t 



t 



I 



The modulating chord at a is the dominant major triad of 
the key to which we modulate ; at b it is its first inversion. 



m. 



From C Major to D Minor. 

ft if * 



6 
4 



Albbrchtsbbrgrb. 



•&- 



1SL 



?&- 



Z2I 



K 



Q. What is Transient Modulation ? 

^4. Modulation which is of very short 
duration, the new key being quitted imme- 
diately. 

C Major. Gr Major. Db. Crotch. 

4-j *y- r-rt \. ^ $ 



m 



%j 



T^F 3 ^? 



t 



1 



j> I ' ' -i | 

| ~ 6 6 §7 



JH 



6 



6 
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C Major. 




E: — " — ^ »- 

1 i ' r"— r 



M 



^ 



A 



A ■ 



I 



6 



3 



' Since by Man came Death' (Messiah). — Handel. 
A Minor. D Major. E Major. 




s=! 



^ 



** 



FF 



35: 



**= 



WF^r¥ 
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CHAPTER XXVII. 

EXTRANEOUS MODULATION. 

Q. What is meant by Extraneous Modu- 
lation ? 

A. Modulation into any key which is not 
one of the attendant keys* 

It may, like natural modulation, sometimes 
be effected suddenly, and sometimes gradu- 
ally. 

Extraneous Modulations. 



G Major to C Minor. 
a 
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C Major to F Minor. 
b 




V 



D Minor to D Major. 
c 



r? i cj 



*3L 



fj 



m 



p a 1 s l-g^te 



>■ 



9 6 



6 
6 

2Z 



is 



At a we modulate from a major key to its tonic-minor ; and 
at c from a minor key to its tonic-major : * at b from a major 
key to the minor key of its sub-dominant ; these two keys, 
although apparently remote, unite so readily because the 
key-note triad of the former is also the dominant triad of the 
latter. 



* Tonic-major, or Tonic-minor, means, a key which has 
the same key-note. 

M 
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M 



C to B flat Major. 



17 

fca 



Axjsbechtsbebgeb. 



i 



9*9- 



i 



II 



"C" 



C to E flat Major. 

b be 



m. 



K !?4 

* 5 feffl 



Albbechtsbebgeb. 

!?6 



8 



1 



zz 



^&- 



*e 



i 



g 



C to B Major. 

7 « 

* 4 



J 



Albbechtsbeboeb. 



4 



1^ 



*^ 



M 



C to G sharp Minor. 

* * . J. 



Albbechtsbeboeb. 



#= 



15= 




^gs^pfe 
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3i : 



C Minor to D Minor. 

_ wt 



9 



8 



-O- 



Albbechtsbebgeb. 






Z2I 



M 



M 



C Minor to A Major. 



bS 



t>7 






Albbechtsbebgeb. 



l 




s 



1^ 



1^ 



221 



ZZ 



M 
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CHAPTER XXVIII. 

COMPOUND MODULATION. 

Q. What is Compound Modulation? 

A. When two or more modulations are 
made, in order to arrive more agreeably at a 
given key. 



C Major 



A Minor. 



A Major. 




b C Major. E Minor. 

HE 
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A Major. 



m 



a 



Sss. 




2Z 



M 




At a a modulation is first made to A minor, which is an 
attendant of C major and also the tonic-minor of A major : 
at b the modulation is also appropriate, E minor being an 
attendant of C major, and E being also the dominant of A 
major. 



C Major to D Minor. 

j 

8 



6 

4 



Albbechtsbebgeb. 

it 



6 

4 



& 



i 



«- 



C Major to B flat Major. 



-&- 



8 




-fi?- 



&&— 



m 



C Major to B flat Major. 
6 7 

fr jf b 
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221 



■«- 






£<S>- 



C Major to A Major. 
6 * 8 



w. 
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5 

8 



Albbbchtsbbbgeb. 

4 It ft 



^ 



is: 



221 



D Minor to D Major. 



6 4 



m 



■&~ 



-&- 



i 



9 



Albbbchtsbbbgeb. 

4 t?7 



J2_ 



HE 



IZZ 



i? 



4 8 ft 4^ 4 £ ft 



ZZ 



221 



C Major to A Major. 



Albbbchtsbbbobb. 



9 




6 4 7 4 6 

321 



m 



zz 



*= 



5 



i 



* 



4 



9 



^^ 



J 



2Z 



5^ 
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C Major to D flat Major. Albbechtsbebgeb. 



bl 

b b 



I 



6 
6 

b 



^^ 



£ 



Z2: 



E2Z 



Z2I 



b 



9 




221 



b J>* 
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-s— • 



^ 



£<s>- 
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CHAPTER XXIX. 



ENHABMONIC MODULATION, AND CHROMATIC 

MODULATION, 

Q. What is meant by Enharmonic Modu- 
lation ? 

A. Modulation in which the name of a note 
or chord is changed, to avoid complexity in 
writing, and the use of too many sharps or 
flats; the sound of the note remaining the 
same on the pianoforte as before. 

Q. How is enharmonic modulation effected? 

A. Chiefly by means of the diminished 7th 
and other inversions of the minor 9th ; and 
also the dominant 7 th, and the augmented 6th. 

d t 




ZZ 



5 



ZZ 



*2Z 



«= 






i 



m 



At c the B flat (the dominant 7th) is changed into A J, 
the If; the root of -which ia Y% , *J» daminant of B major. 
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The chords at d all sound exactly alike upon the pianoforte, 
although the root of each is different. 



C to F sharp Major. 

7 

6 



7 

5 



5 Axbbechtsbebgeb. 

* « « 
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«= 



*z 



iizz 



"fl^ 



A TiBBKCHTSBEROBB. 



C to E Major. 



4 



* 



r&= > i ft 
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B 
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Bi 



D Minor to F Major. 



Albbechtsbbboeb. 



4 



i 



* 



5 



-^ 



■«- 
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D Minor to A flat Major. 

4 be 



Albbechtsbebqeb. 

i?4 3 



m 



s= 



Ei 



tez 



Bzz 



teF 



tez 



fez 



D Minor to B Minor. Albbechtsbebgbb. 

fa - 

J l- 4 Jt 
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C Major to E Minor. 




2Z 



22: 



:22 



AlBBBCHT&BHBQBB, 

? * 



s 
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Q. What is Chromatic Modulation ? 

^4. When the bass ascends or descends by 
semitones, the other parts usually ascending 
or descending a semitone at the same time, 
with a succession of diminished 7ths and other 
inversions of the minor 9th. 
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a „ „ ,, cloth boards ..16 

„• DICTIONARY of 12,500 MUSICAL TERMS 10 

>$ » » „ cloth boards ..16 
Goss.— CATECHISM for PIANOFORTE, limp cloth 10 

FOR THE .ORGAN. 

Brewer & Co/s SHILLING TUTOR 10 

J. T. Stone.— ORGAN TUTOR 5 

„ THE CLASSICAL ORGANIST, in 4 vols. . . each 21 

„ „ „ in 72 Nos. each (nett) 1 6 

„ THE ORGAN STUDENT'S COMPANION, in 6 vols. «m&. -\ <*>, 
„ „ „ ta.lAt'Sta*. , » tf2 ^ v ^ s5 *^%, 

Stimpson.- ORG ANIST'S LIBRARY , ^ -&<» „_ •* S^, 

Travis.— INSTRUCTIONS t~r OR&A&. B.«**ae& «g& ^riSsx%^ ^ 

Mopkina.—FOXm PRELTJD1AL "PIBCBa 7. • • " % 7 . 
Miles (J.)— CATECHISM: OF THE OBJQrKS ^ ^\**jc*Sa 

" » i» ** 
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Standard Elementary Musical Works — continued. 

F0 Sre^el * H &5M»<> TDTOB .. .. \t 

J. T. Stone— INSTRUCTIONS for the HARMONIUM .. ..5 

„ HARMONIUM MISCELLANY. A Collection of Sacred 

and Secular Compositions. In 12 Nos... .. each 8 

Hiles (J.)— CATECHISM for the HARMOMIUM 1 6 

„ „ „ „ cloth boards ..10 

ORflANb HARMONIUM; OR PIANOFORTE. . „ f 4 _ 
Travis— THE AMATEUR ORGANIST. A Collection of Voluntaries 

from the Works of the great Masters. In 66 Books . . each (nett) 1 6 

Ditto Ditto 11 Volumes, cloth .. .. each 8 

Nietton.— INSTRUCTIONS for HARP 5 

Ohalloner.— Ditto Ditto 10 

Bochsa— FIRST SIX WEEKS 10 6 

r0 §tafflftt.^MN SCHOOL 8 • 

Farmer.— Ditto 5 

„ „ 8vo SO 

„ 40 STUDIES 4 

„ AMATEUR VIOLINIST. A Selection from Standard Foreign 

Operas. 24 Nos., with an Accompaniment (ad lib.) tor 

Second Violin, Violoncello, and Pianoforte, complete, each 8 

VIOLINIST'S ALBUM. A Collection of Favourite Dances 

&c. 24 Nos. With Accompaniments (ad lib.), for Second 

Violin, Cello, an d Pian o, complete each 8 

STANDARD OVERTURES. 12 Nos. With Accompaniments, 
for Second Violin, Cello, Flute, Cornet, and Piano, com- 
plete each 7 

„ OPERATIC FANTASIAS. 9 Nos. With Accompaniments 

for Second V iolin , Cello, and Piano each 5 

Ohalloner.— DUETS FOR TWO VIOLINS. With Pianoforte Accom- 
paniment, Violin Parts .. .; .. .. each 8 
Pianoforte ditto 

FOR. THE ENGUSH CONCERTINA. 

Pietra.— INSTRUCTIONS 5 

FOBLTtfE VIOLONCELLO. 

Phillips.— VIOLONCELLO TUTOR 5 

FOR THE GUITAR 

Phipps.-INSTRUOTIONS for GUITAR 4 

ISulenstein. — Ditto Ditto 4 o 

FOR THE FLUTE 

Nicholson.— INSTRUCTIONS for FLUTE ».. 3 

B. Lee— Ditto Ditto 4 

Dipple— Ditto Ditto f 

Clinton.— Ditto Ditto 8 

Brewer & Co.'s SHILLING; TUTOR FOR DITTO 10 

FOR SINGING. 

J. T. Stone.-THEORETICAL and PRACTICAL INSTRUCTIONS 6 

Glover.— VOCAL PRIMER 5 

Nelson.— ART OF SINGING 4 

Linley.— FIRST SINGING-BOOK SO 

Brewer & Co.'s SHILLING TUTOR 10 

Hiles (J.).— CATECHISM OF PART SINGING, &c 10 

„ Ditto, cloth boards 16 

London : 8. BREWER & CO., 38 Poultry, OhaayAta \ hA?& , S&»swG»to Street * 
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